Modern electronic 
alg offers us a 
means of perception 
never before possible 
with the human eye, and 
has inspired a social and 
artistic revolution the end 
result of which no one 
can adequately predict. 
Beginning in the mid 
1940's, commercial televi- 
sion co-opted the models, 
forms, and talents of 
commercial radio and 
soon enjoyed unchalleng- 
ed dominance in the field 
of home entertainment. 
Two decades later a 
variety of circumstances 
also brought television in- 
to the hands of artists 
and into the art gallery. 


Among the factors which 
contributed to the growth 
of television as an artists 
medium were the in- 
troduction of small-format, 
inexpensive, portable 
video equipment that was 
the forerunner of today’s 
home BETA or VHS 
machine; a general 
upheavel in the art world 
which tended to devalue 
the “unique” art object 
and to focus instead on 
artmaking as process; 
and a renewed emphasis 
on the sort of innovation 
for which artists have 
traditionally been valued. 
Many creative individuals 
embraced video as a new 
form with which they 
could reorganize and 
resensitize our percep- 
tions of the commonplace 
and create heretofore in- 
conceivable new visions 
and ways of interacting 
with the world. 


Like television, the digital 
computer is for the most 
part a post-war 
phenomenon. At first, the 
sheer speed with which it 
was capable of complex 
mathematical calculations 
emphasized its value as 
an efficient means of 
eliminating, countless 
hours of human drudgery. 
Soon, however, the digital 
computer became. much 
more. As théwideo 
camera mimi¢s the 
human eye, so does the 
computer the human 
brain and, in the hands of 
artists, the human im- 
agination. A machine 
originally conceived large- 
ly as a labor-saving 
device also became a 
powerful tool for control- 
ing the arts of sound and 
image making. 


Sonic and visual artists 
grappled with this elec- 
tronic monster even at its 
earliest stages, when the. 
most powerful computers 
literally filled large rooms 
in laboratories and 
universities. But as com- 
puter technology grew 
more powerful, it also 
became more compact; 
as a result, the popular 
awareness of the vast 
capabilities computers of- 
fered for changing our 
notions of communica: 
tions, art, and culture in 
general became more 
commonplace. The home 
computing system — 
which often fulfills 
utilitarian and entertain- 
ment needs 
simultaneously — has 
grown increasingly 
smaller, cheaper, and 
more accessible. The day 
may well arrive when, as 
theorist Gene 
Youngblood has sug- 
gested, “our major task 
as a global society will 
not be to create new 
fools but, rather, new 
desires which increasing: 


ly sophisticated electronic 
communication systems 
can help us to realize.” 
As we move rapidly into 
a society in which the 
transmission of informa- 
tion is ever more promi- 
nent, imagination — the 
very thing for which we 
prize our best artists — 
may become the major 
“commodity.” 


Video and the computer 
fo daté,have shared a 
somewhat sublime, yet 
troublesome. relationship, 
By virtue of their access 
to and understanding of 
computer tecnnology, 
many designet/technicians 
have produced graphic 
works for which they 
have been heralded as 
artists. Often their visions 
have focused largely on 
the large capacities of the 
machine in question. 
Needless to say, the 
resultant products have 
been more demonstrative 
of a playful naivete with 
new, albeit powerful and 
engaging toys than of im- 
portant works of art. By 
the same token, many vi- 
sionary artists in other 
media have failed in their 
attempts to use the com- 
puter and other new 
technologies as a result 
either of skepticism or an 
impatience with learning 
the skills required to at- 
tain the abilities for a free 
and natural expression 
with these new tools. 






Electronic Visions has 
been made possible by a 

rant from the New York 

tate Council on the Arts 
and by the ongoing sup- 
port of the City of 

onkers and of the in- 
dividual and corporate 
members of The Hudson 
River Museum. 


The Hudson River 
Museum invites your par: 
ticipation in Interactions: 
Manipulating Technology, 
a panel discussion with 
the artists represented in 
Electronic Visions on 
Thursday evening, July 
28, 1983, at 8:00 p.m. 


Trevor Park-on-Hudson 
511 Warburton Avenue 
Yonkers, New York 10701 
914/963-4550 


Wednesday-Fridays 

10:00 a.m. until 5:30 p.m. 
Thursdays until 9:00 p.m. 
Saturdays and Sundays 
12:00 noon until 7:00 p.m. 





The media of video and 
computer technology are 
still sufficiently new to 
enable an interesting 
failure to constitue a 
milestone. Yet there are 
many artist who have ac- 
complished much in the 
short time given them. 
The fusion between art 
and technology, when 
guided oy a sensitivity to 
both, is the art of the 
future, near and far. 


The Exhibition 

The artists in Electronic 
Visions have bridged the 
gap between technician 
and artist, technology and 
art. They represent a 
variety of ways in which 
recent technological 
breakthroughs have 
merged with artiste 
sensibilities, 


Machine Vision makes no 
use of computer 
technology but relies in- 
Siead on an electro- 
mechanical device upon 
which are mounted live 
video cameras. The use 
here of video as an exter- 
nal perceptual system 
constantly makes us 
aware of the ways in 
which our sense of space 
and our sense of our 
presence in thal space 
may be transformed in 
wholly new and different 
ways. In formal terms, 
Vasulka’s Machine Vision 
is self-observing, for the 
cameras view themselves 
and their surroundings in 
a mirrored bail, and 
reflexive, for it is about 
the act of looking at 
oneself. It is aiso, as the 
litle suggests, about a 
sall-contained, non- 
human system that once 
Siarted, is untouched by 
human hands 


Steina Vasulka 


Imposing as this may 
sound, we nevertheless 
interact with the piece 
because the images that 
are displayed on the 
monitors inciude us, ihe 
viewers, We are forced to 
perceive ourselves as we 
never have before, and 
may never again. We 
aiscover the relationship 
between the “normal” 
sense of the space which 
our eyes immediately 
perceive and a disjunc- 
tive, everchanging, and 
thus new sense of space 
reflected through the use 
of video. The relationship 
established 15 symbiotic, 
for visitors are both 
observers and par- 
ticipants. The viewfinders 
of the cameras enable us 
10 See ourselves as 
others might never and to 
make a new environment 
of the gallery in our 
minds. Machine Vision 
presents a unique, 
disorienting and elating 
mode of seeing the 
world, and thereby frees 
us from the limitations of 
our mos! COMMON ex- 
penence of visual 
perception 


In conjuction with David 
Jones and others at the 
Experimental Television 
Center in Owego, New 
York, Ralph Hocking and 
Sherry Miller have 
designed a “homebuilt’ 
computerized system for 
drawing on paper images 
initially recorded on 
videotape. Their series of 
digital renderings of the 
female nude recall a 
centunes-long fascination 
of artists with the human 
form. These sensuous 
and compelling pieces re- 
mind us that the graphic 
plotter may be considered 
as viable a means of ex- 
pressive visualization as 
the brush or the hammer 
and chisel. 


Ralph Hocking and 
Sherry Miller 


A series of static wall 
panels by Woody Vasulka 
illustrates the stages in 
the process of electronic 
manipulation of video 
camera imagery. 
Unapologetically didactic, 
his study of image 
transformation is accom- 
panied by a series of 
videotapes produced on 
the Vasulka Image Ar- 
ticulator. This series ex- 
hibits the extraordinary 
power of this personaliz- 
ed, self-designed 
technological system and 
demonstrates the control 
of the artist operating in 
an exploratory mode. The 
exquisite beauty of the 
images that may be pro- 
duced by use of digital 
computer video process: 
ing i$ especially apparent 
in Vasulkas work, 


Woody Vasulka 





Hill began to work in 
video in 1973, creating 
sequences of electronical- 
ly processed Camera im- 
ages unaccompanied by 
text. More recently, his 
interest has been in the 
interaction of synthesized 
imagery and language, as 
both Glass Onion, a 
multi-layered installation, 
and Hill's tape Hap- 
pensiance, a part of the 
continuously-running tape 
program, affirm. Glass 
Onion is substitied, “A 
Topographical Mapping,” 
and has been best 
described by the poet 
and critic George 
Quasha: 


Gary Hill 


| what)? ... 


‘Physically the installation 
consists of 4 rectangles: 
on the “outside,” the 4 
monitors; next, 4 
speakers; next, 4 more 
speakers; next, in the 
center, a single monitor. 
— The central monitor 
and 8 speakers are on 
the floor, facing up. — 
Facing down from the 
ceiling, a camera with 
automated zoom ranges 
from all the way “in”. 
and all the way “out.” The 
central monitor .. _ Shows 


pending and shrinking 


atop and shrink in 
general sync with the 
sound tracks. — These 
tracks are measured ac- 
cording to the siow and 
deliberate vocoded’ enun- 
ciation of the 3 syllables 
of recitan/gie. Is it helpful 
to know these things in 
advance and in this way 
(and, if so, helpful for 
The more / teil 
you the more confusing it 


may ger ... 


To this it should be add- 
ec thal the viewer would 
do best to peek, and then 
peer through, and finally 
peel away those layers of 
image and sound and in 
the process develop per- 
sonal ways of discovering 
the richness of Glass 
Onion. 





Dan Sandin 


One of the innovators of 
electronic image- 
processing and the reci- 
pient of a Guggenheim 
Fellowship to create a 
Digital Image Processor, 
Dan Sandin has recently 
been designing compuler- 
produced ms. 
Simply stated, a 
hologram is a three- 
dimensional image 
created by a process 
known as “wave-front 
reconstruction” in which 
light waves from lasers or 
white light sources are 
bounced off an “object” 
and onto a photographic 
plate. The photographic 
plate captures the in- 
terference or diffraction 
patterns created by the 
intersection of these light 
waves and records, to 
quote Gene Youngblood, 
“all the properties that a 
viewer would see if he 
were looking at the real 
object through a window 
the size of the 
photograph.” Unlike 3-D 
movies, which create and 
illusion of depth with the 
aid of polarized glasses, 
holograms exhib proper- 
ties of true three- 
dimensionality. A shift in 
the viewer's position of- 
fers an accordingly 
realistic shift in perspec- 
tive such as one might 
expenence when viewing 
the onginal object. 





Since their invention in 
1947, most holograms 
have been of static ob- 
jects recorded through a 
careful and painstaking 
process. Recently a 
number of moving 
holograms have been 
made, including one of a 
woman blowing a kiss to 
the viewer as he walks by 

lindrical screen. Full- 

holographic movies, 

although they have been 
in the works for over a 
decade, remain only a 
possibility for the future. 
In the meantime, Dan 
Sandin’s contribution to 
the field of holography 
resides in the creation of 
images which exhibit all 
the properties of three- 
dimensional objects but 
which have been created 
by the totally synthetic 
means of computer 
technology. 


Electronic Visions is by 
no means exhaustive of 
the vast and compelling 
array of works being 
done today by visual ar- 
tists working with video, 
computers, and other ad- 
vanced technologies. It is 
but a sampling, the pro- 
verbial tip of the iceberg, 
but one which, it is 
hoped, will entertain and 
sl ah even as it 
challenges our traditional 
notions of art and the 
ways in which it is, and 
will be, created. 


John Minkowsky 
Guest Curator 





Pp 
Piero Gilardi 


Installazione interattive blenica Bionic interactrve installation 


Apparate slotironica « acushco realizzate da David Cardona 
Electronic and acoustic apparatus created by David Cardone 





jess sintetici che vengono forse da un remote futuro 
Sl Sinton sul nostro hatin carcteeoo e danzano una 
Cangas innerts e cisorets, vibramdo esafisfiando. Setie mace 
distribuite su un tappetio rosso, ura ooreeoke, wom secialey. 
Un aunoMare regqesira la frequenta carciace cel wieets- 
(Ord, un pubantc la treatise aie rence ec arnpliice dl pulsars 
del cuore. L'armiierie si arama, ai fa wivente in quakche 
mods, mEponde a1 nin Gel mosir compo ¢ si Pasionmae 
con io. Peend Gillard ha atiraveraio stagion dace 
dell'arte nbermanonale, ma anche deilimpegno socsalec 
per lui la tecnofogia ha ja leggerezza ci un. gioco ela serieta 
di un suggenimento = 


len 2, 
UiSBLlront 


Bynthetic fossils, perhaps from the cestant 
future, tune inicour pubes and dancer 2 chaos 
and halting dance, jumping and vibrating. 
Seven rocks spread over a red carpet, a 
console. 2.seet. An earphone monitors he 
visitor's heartieat, and a pulsator iranants 








[n'intuizions sorregge la ricerca di Studio Azzurro sin 
dall'inizio della tore asperianza, nei primi anni Ottentac 
Che La tecnologia eletironice non segnl Lin distecoo aeons 
dell'ueme dallesperenza dolla natura, ma che ol 
CONntrario sia Una nuova soglia parcettivea & operative 
fra Vorganico 2 linorganico, fra il materiale & finma- 
teriale, Questa intuizione si 6 combinata negli ultimi 
anni,con un‘altra caratteristica del loro laworc: lecostru- 
dione di una dimensione “narrativa’ non tradinonale, 
ma affidata alla ricostruzione e all'elaborazione dello 
apettatons/partecipante. Entrambi questi elementi si 
fitrovanc in Totale delle battagia, un‘installanone inte- 
rattiva ispirata al quadro “La battaglia di San Romano” 
di Paolo Uccello. | buchi seavati nella terra da cui affic- 
ron, attirot dalle voce dai rumor cel visitetori, corpi 
immaterial, sone il loge di un tronstort peropttivea che 
iInnésca emozioni, narrazioni, @ una lacerante comprar 
sione dell'insensatezza della guerra m 


Frammenti di una battaglis 


Tn lunge lanroro con la musica strumentaie econ Iim- 
maging s#letironica ha convinto Steing Vasulka 
dell importanza di esonerare l'occhio dalla responsa- 
bits di oocupare il centro dell'universo, In questa 
inetallacione le offe belecamene, ognuna oon) suci effetti, 
® i cispositha meccanici come la sfera riflettenta cha 
ruota, mstrutturanc jo spazio.e lo restituiscono sui 
Tonio scompesto, analizzato, agito. Lo spaesamenta 
percettive 6 cul & sottoposto lo spettatore rivela I'os- 
suri del punto di vista unico, della pretesa dellosquarda 
disbhractiare edi dorninare |‘universo, Per Steina quesia 
inquistants auionomia delle macchine ci registrazione 
edi elaborazione dell'immagine non é fredda e nemica, 
man une nuove tape dela storia naturale della Terra, di 
cui Tune @ eoliantio ina componente = 


Machina Vision 


Steina Vasulka 
Strumentazione di instrumentation by 
Josef Krames, Woody Vasulka o Bruce Hamilton 


Rongstanding experience With insinumental 


Manic and ahacionc imaging has convinced 
Stema Vasuika of the importance of stripping 
the eye of responsibility for occupying the 
centre of the universe. in this installation 
eaght vied camends, cach with its particular 
effects, join with mechanical devices such 
ao revolving sphere of mirrors fo resiruc- 
ture the space and return itte the monitors 
dismantied, analysed, shaken up, The 
ene ptuel disorientation suffered by the viewer 
revegls fhe abeuroity of the single point of 
ak of any clam on the part of vision fo 
beable to oraso and dominate the universe, 


if fo the rocks, amplifying fhe beating of Studio Azzurro 

fhe heart The space is animated, comes cold enemy, but anew stage in the natural 
" : Progetto Conceived and designed by- F. Cirifino, P. Rosa, L. Sangeorgi ” . : ofthe E : qa : 

alive, neeponciong fo the rhythms of our book Regia Directed by: Paolo R history of the Earth, in weit Anis ony a 

and transforming itself with it. Pero Gilardi immagini Imaging. F. Cirifino component s 

has been a major figure in intemational art Progetto informaticn Computer design, &, Roveda 


: ; Riprese Filmed by: Rh. Apuzzo, M. Coccimiglia 
moversants, bot hiswork ales has a eocialhy 
ae, oa Montaggio Editing: F. Molteni, A. Morelli 
conmmnitied side: for Gilardi, techaology has Suonl Soundk OD. Rows 


the ightretss of 2 ganne and fhe serouerees 
of a message o 


recording and processing machines is na 





(Con la partecipazione in video del gruppo teatrale l'Arrocee 
Prodotte in collaboraziane con C.L5.0.U. e Comune di Lucca 
Featuring the participation on video of the Arrocce theatre group, in 
coopération with C.L.5.0.U0 and the City of Lucca 





giscomo Verde non ama le rutilanti esibizioni di grandi 


tecnologie, ma gli usi imprevisti, intelliganti e magari 


[roietton di diapositive, radio, fonografi, intrichi di fili 


eletinc, Interruion, prese: é un paessooio setiniod quello Un po" penver diells tecnologie domestiche. Non gli place 





che sta ammassaio sul pavirnenio di questa installa- 
Zone, un Vato proprio *giardmne ci Faraday". Atiraversa 
Cell 'sato, score tutta la storia del XX secolo, come in 
Un nostelqaco ¢ borarro viaggio nel tempo. Al nosiro 
PaSEgghO Colpestiono inmorpEon dei digpmina & 
Preahone che aT que struments ci comunica- 
Hons, ches anmane 6. sembrano abliare una macchina 
calibe vivente. Perry Hoberman, uno degli artisti ameri- 
Sani piu Inno etn del aries becnologecn, ci va mostra 
da Veni ann Quanto i nostro immaginanc sia imbevuta 
di tecnologia a 


Faraday’ s Garden 











Torgoghose solamente deill'artista, la purezza dell'opera, 
ma la diffusione dei progetti, a contaminazione deiformati. 
Cosi i loop interattive generate al centro di questa instal- 
Lanone & oroletinto nell‘ambiante dai videoproietton @ 
dagl epeochi 6 una tecnica che tutth possono realizrare 
oon una semplice telocamera @ un monitor, E queste 
immagini si mescolano ad altre generate dal computer, 
es quette di un sito web in cui le riflessioni sulf'arte ela 
tecnologia si accompagnanc alle informazion sulle atti- 
Witadi organizzanioni non govemative. Perch linterazione, 
prima di essere una caratteristica delle tecnologia digi- 
tale un sentiero esplorato dall'arte, & una modalita del 
rapport social, la sostanza dall'espenenia umand o 


Perry Hoberman Bince its inception inthe early 1980s, Studio 

Aacuro has premised much of its axgpenimental 

work on an intuition: that electronic techna- - M-BX8-xX 

logy does not mark o clean break between Giacomo Verde 

mankind and the experience of nature, but Oper acon multirediake oon imetallaone /Multinedia Operacten with installation 
Suoni Sounct Mauro Lupone 

AE EN CO aE eremeneity am: Tomy aS Sessimo Macrind 

perceptual and operational threshold between Collaboranione grafica Additional graphics: Elisa Giannini 

the organic and the inorganic, the maternal Ricerce informacion 6 testi Tewtus! and factual research: Sona Maria Monteverdi 


Installazione sinfonica con apparecchi attivata dalutente 
Symphonic installation with dinaces actated by the user 
Distributtia da Distributed by Hull Time Besed Arts 


Elideprosactors, radios, phonograph, tanghes 
Of electric cables. swatches. plop poked cay 
On the floor of this installation is an etectic 








landscape, 2 veriable “Faraday's Garcen”. 
Retrieved from oilers, jos and flea markets, 
ofthe 20th Cantury: as ion a weed and nostakac 
Phroug A, unnen onesie mecie trigceer slates 
that animate the communications ‘foots, 
Which come fo ie and seem fo inhabit a 
living machine. Perry Hoberman. one of the 
for hearty years been showing us pest how 
far techaalogy has. penetrated info our 
collective imagination a 





tec 


Vieggio nel mondo delle videolinatallarioni 


and the immaterial Over the pears, the 
infution has menged with another feature of 
the Studio's work the construction of a 
“hMirative” dimension that is not traantintal, 
but dependent on reconstruction and 
faboration by the viewenparticipant. Both 
of these elements are present in Totale della 
battagiia, an interactive installation inspired 
by Paolo Liscalio’s painting The Battle of San 
Romano. The holes dug in the ground from 
which immatedal objects emerge, drawn by 
the voices and noises of the visitors, are the 
locus fora perceptual transfor wich releases 
emotions and narrations, a5 well as an appal- 
fing comprehension of the folly of war = 


Tre orte o tecnologls 


me 











Eiacomo Verdisasnot one fev clazeling the viewer 
with high-tech. Instead, he prefers to use 
honehold technologies in unexpected, 
inteligent, maybe aven rather perverse ways. 
EFechewaing the proud isolabon of the artist. 
the purty of the work, he prefers diffirsion of 
designs, contamination of formats. Thus the 
interactive Joao generated at the contre of 
this instailation by projection in the space 
fachaotog) fat anyone could aden using a 
siightioniernd wiles canner and a monitor 
These images menge with offers generated 
by computer and with those of a website in 
winch reflections on art and technology are 
eccompenied by information on non- 
PovErinent oganzations, inercton is not 
juste cheractertstic of digital tachnologies and 
* pathway to be explored by art, but is also 
inthe first place.» modality of social relations, 
the substance of human experiance a 





ue sembrare strano, maera il passaggio, il transito, I'idea 
che stava dietro all'opera piu famosa di Robert Cahen, 
Cartes postales, brevissimi ritratti di citta colte inun momento 
inatteso é irripetibile, || passaggio, il transito, si snodano 
qui in diciotto schermitelevisivi disposti lungo una doppia 
curva, che ricorda una rotaia evanescente oun flume scan- 
dito dai conteniton trasparenti e cai tavoli leqgern che sostaengano 
i monitor. | paesaggi “passano" non solo perché trascor- 
rono sugli schermi davanti ai nostri occhi, in un flusso di 
variazioni e di ripetizioni che catturano come un mantra, 
ma anche perche loscilloscopio li trasforma, li deforma, 
li sottrae alla forma familiare del viaggio e ne fa paesaggi 
della memoria, inquietanti side percettive. Perché le sostanca 
della poetica di Cahen, come ha scritto Sandra Lischi, & 
“restituirci un tempo che 6 anche pausa, sfumatura, asite 








yen é la casa intelligente |'ultima frontiera dell'architet- 
tura contemporanea, forse é lo spazio emotive. Mario 
Canali, che fra i primi ha esplorato in Italia le possibilita 
aftistiche delle realta virtuali e delle installazioni interat- 
tive, persegue da tempo I’obiettivo di estendere il corpo 
nell'ambiente, di visualizzare |'inconscio tramite letecno- 
logie. Questa volta l'azzardo 6 ancora maggiore: all'utente 
@ lasciata la scelta di esplorare, toccare, accarezzare l'aria, 
La sensazione di manipolare il nulla @ perd illusoria: lo 
spazio leggera il sensore di posizione sulla mano e reagira, 
come un. corpo virtuale immateriale, con lucie voci, espri- 
mendo piacere o fastidio, divertimento o tristezza. Se le 
sensibilita dell'uomo e della macchina si incontreranno, 
le voci si muteranno in vocalizzi, sospiri, grida: un'ero- 
tica del vuoto, una poesia dell'indicibile = 


FE my x 


Vario Canali 


Ambiente emotive, installazione interattiva Emotional space, interactive installation 
La vooe The voice Xena 

Software Software Marcello Carmpione 

Modell ch nconoscamento motoro Motor sensor patterns Marco Facineani 
Psicologia Psychology: Elio Massironi 

Struttura in eqgno Structure in wood Leonardo Aurelio 


Yiagogoia nel mondo delle vidooinsatallariont 7lone © silanzio” @ 


Paysages-passage 


Robert Cahen 


Installazione video sonora Sound and video Installation 
invideo Collection FRAC/ Alsace 


lirigente WO, Cultura 2 
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[i may seem strange, but the idea that lay 
behind Robert Cahen's best-known work, Cartes 
postules, was passage, transit they were instant 
portraits of cities captured at an unexpected 
and unrepeatable moment in time. Here, 
passage and transit unfold on 18 monitor 
screens placed in a double curve that 
reminds us ofthe rails of an evanescent track, 
or of a river marked out by the transparent 
containers and lightweight tables which 
support the monitors. The landscapes 
“pass” not just because they go by on the 
screens before our eyes in a captivating, mantra- 
like flow of variation and reprise, but also 
because the oscilloscope transforms and 
deforms them, removing them from the fami- 
liar form of the journey and turning them 
into landscapes of the memory, disturbing 
perceptual challenges. The poetic substance 
of Robert Cahen, inthe words of Sandra Lischi, 
is to “return to us a time which is also an 


interval, a trace, hesitation and silence" = 








ire final frontier of contemporary architecture 
is perhaps not the smart house, but the emotive 
space. Mario Canali, one of the first artists 
in Kaly to explore the potential of virtual reality 
and inferactve installations, has long pursued 
the objective of extending the body into the 
space and visualising the unconacious mind 
through technologies, This time the stakes 
are even higher the user has the option of 
explonng, touching, caressing the air, The 
sensation of being able to handle the void 
is of course illusory: the space will read the 
position sensor on the hand and react to it 
like an immaterial virtual body, with lights 
and voices, expressing pleasure or irritation, 
amusement or sadness. If the sensibilities 
of man and machine are well-matched, the 
voices will mutate into utterances, sighs and 
shouts, the erotica of nothingness, the 


poetry of the unsayable u 


Un‘abitudine giustificata dalia storia, ma non per questo meno fuorvian- 
te, ci induce a considerare diverse, quasi opposte e¢ incomunicabili due 
parole come “arte” e “tecnica”. Ma gli antichi greci non avevano che un 
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termine per indicare entrambe, appunto “téchne”. E se negli ultimi tre o 
quattro secoli la specializtazione ha approfondito il solco fra le diverse 
attivita umane, fra arte e tecnica non si 6 mai spezzato un legame sotter- 
raneo, anche conflittuale, ma ncco e significativo. Alia chiusura del seco- 
lo delle avanguardia, appare ormai chiaro che ‘arte si é affrancata dalla 
necessita di riprodurre il reale con tecniche tradizionali: e arte delle “si- 
tuazioni", delle installazioni, (arte che invita lo spettatore a uscire dalla 
pura contemplazione, 4 entrare ne!lesperienza del opera e del processo 


Spazio Oberdan 

Un nuovo spazio culturale polifun- 
monale ideato, realizzato e gestito 
dalla Provincia di Milano: spazio 
espositivo, sala cinematografica, 
libreria, punto informazioni sugli 
eventi culturali in Italia e nel 
mondo, vendita e prevendita di 


biglietti per manifestazioni e spet- 
tacoli nazionali e internazonali. 

Un centro di cultura e di servizi 
moderna, aperto all Europa. 

Un punto di richiamo e di vita- 
lita culturale nel cuore di Porta 
Venezia. 


di costruzione del senso, questa arte ha scelto di usare anche le tecniche 
pid) moderne, da quelle ormai acquisite come il video a quelle pit sofisti- 
cate come il computer, Internet, la sensoristica biomedica. |i pubblico 
italiano ha avuto poche opportunita di conoscere queste tendenze arti- 
stiche, svincolate dal grande mercato dell'arte e dalla cassa di risonanza 
dei media. La Provincia di Milano ha pensato di cominciare a colmare | oe 
ne, 


| Tra arte e tecnologia 


I mondo delio videoinstallazioni 


questa lacuna con una mostra intemmazionale di qualita, che raccoglie al- Hardini 

cune fra le sensibilits artistiche pit: raffinate, mature @ sorprendenti di = a eo 
questo campo # <Q , “Sa, 
The two words “art” and “technique* have come fo represent virtual apes 
opposites, with little common ground, Yet this distinction, albeit justified aa Pic bari i 
by their respective use over the years, is a faisea one, The ancient Greeks ° 
had but one werd, téchne, for both. Over the past three or four centuries 
specialisation has deepened the rift between the various human activities, 
but the buried ties that bind the artistic and the technical, tes that are 
sometimes conflictual but always richly significant, have never been 
broken, As the century of the avant-garde movernents draws to a close, 
it is now patent that art has rid itself of the necessity to reproduce the 
real through traditional techniques. As for the art of “situations” and 
installations, which invites the viewer to emerge from pure contemplation 
and enter instead the experience of the work and the process of 
constructing meaning, that kind of art has adopted the most modem 
techniques available, from those which can now be considered canonical, 
such as video, to those ever more sophisticated, like computers, the 
internet, bio-medical sensors. in italy there have been precious few op 
portunities for the public to become acquainted with these tendencies, 
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aa Milano, Spazio Oberdan 
19 novembre 1999 - 27 febbraio 2000 


set 


Orari 
tutti giorni 10-19.30, martedi 


Provincia di Milano 
@ gioved) 10-22, chiuso il lunedi 


Settore Cultura = 
Spazio Oberdan 
Biglietto d'ingresso 
ae Intero lire 12000, ridotto lire 8000 
JEN IDEO : 
Progetto AIACE - Milano Prevendite e prenotazioni 
| bighett della mostra sono in vendita 
nei punti TicketOne di tutta Malia 
Per sapere dove si trova quello piu 
vicino: telefono 02392267 


Mostra di videoinstallazioni 
1 novembre 1999 -27/ lebbraio 4000 


www.ticketone.it 

detached as they are from the mainstream art market, with a very low sss 

media profile. The Province of Milan has taken a first step towards affor- Per informazioni— | 
; rete Se = F Provincia di Milano - Settore Cultura 

ding them greater visibility by means of this high-quality international telefono 0277406300/02774029212 


Ufficio Stampa 
telefono 0277402468/0277402914 
Www.provincia.milano.it 


in collaboraziane con 
Regione Lombardia 
Direzione Generale Cultura 


exhibition, which brings together some of the most refined, mature and 
surprising artistic sensibilities in the field = 


m collaborazione con 
Regione Lombardia 
Direrione Generale Cultura 


Come arrivare allo Spazio Oberdan 


Gianni a SS Jve Mezzi pubblici: MM1 Venezia, 
Seemaders Shr Sabre 2 eae eee iiledane) ls tram linee 1-9-11-29-30 e passante 
della Provincia di Milano POF ESTO, ferroviario stazione Venezia JVC TICKET: ONE 








